CHAPTER I SAYAT NOVA
Sayat Nova, which means "King of Songs," is the name given to the great Armenian troubadour Harutyun Sayatyan (June 14, 1712 -September 22, 1795 , who excelled equally as poet, singer-songwriter and diplomat. He was born to a peasant family in the village of Sanahin, not far from Tiflis, the capital of the Caucasian nation of Georgia.
As a boy, Harutyun gained regional recognition for his fine singing voice, his interpretations of folk songs, and his emerging virtuosity on the kemenchea coneshaped body string instrument with three strings tuned in fourthsand played with a bow, using the German-style bowing often employed by bass players. The normal playing position for the kemenche is on the left knee, using the left hand for fingering and the right for bowing. He also accompanied himself on the ch'onguri or Georgian lute, and the t'ambur, most likely the Caucasian t'ar. The young man was also recognized as the author of beautiful lyric poetry. When his family moved to Tiflis, Sayat Nova was employed as an apprentice to a weaver, an experience that he reflected later in his songs.
By the age of eighteen, Sayat Nova was already performing as a minstrel, and by age thirty he was renowned for his proficiency on various instruments. This would eventually enable him to perform in the court of Heraclius II of Georgia, where he also worked as a diplomat, becoming the King's trusted advisor and helping to forge an alliance between Georgia, Armenia and Shirvan against the Persian Empire. His fluency in Georgian, Persian, Arabic, Armenian and Azerbaijani allowed him to perform for the widest possible audience, and to gain fame far beyond his own ethnic group. His fall from grace in the Court is likely to have been caused by his love for the King's sister, Princess Anna.
The King, fearing the power and influence that would likely accrue to Sayat Nova as a result of a marriage to Anna, expelled the great minstrel from the Court.
The known body of songs attributed to Sayat Nova numbers about 220, although the actual volume of work is likely to have been in the thousands. His chief themes were social ones, notably the liberation of his people. The subject of love was also basic, sometimes expressed with touching directness or in striking imagery, always hyperbolic.
In addition, he gave prominence to social, philosophical, and ethical themes, celebrating human virtues and censuring negative aspects of social and individual existence. It should be noted that these works, though notated in the nineteenth century, have been largely passed down as an oral tradition. His major songs are not happy ones. But enough of his life is known for us to realize that their complaints derive from defiance in the face of genuine suffering.
It is a fact, that to this day, it would be difficult to find an Armenian who did not know a song by Sayat Nova, since his songs are widely known in any Armenian community and are an important part of every Armenian folk musician. Me khosk unim "I have a word to say." So have we all, and he says it for us. Charles Dowsett, In Aedibus Peeters, 1997), 3.
CHAPTER II

ROBERT ANDRIASIAN
In addition to being an excellent pianist and accomplished composer, Robert Andriasian (1913-1971) was a skillful editor and an exceptional music transcriber and arranger. He was educated at the Leningrad State Conservatory and was praised at a young age by Dimitri Shostakovich for the high quality of his performances.
Among his many valuable arrangements for the piano are the following folk songs collected and published by the great Komitas (see chapter three): Garun a, Gakavik, Dzirani Dzar, and Shokher jan. These are among the most well known folk songs among Armenians all over the world. Andriasian's arrangements became models for concert renditions of Armenian piano literature. Khachaturyan noted that those arrangements are done by the "hand of an expert." 2 They retain the structure of Komitas' collection of folk songs, even though the European and Russian pianistic traditions are pronounced as well.
One of Andriasian's great accomplishments, however, was his arrangement for piano of the famous 18th century troubadour, Sayat Nova's, songs. In his arrangements, he sought to capture the spirit and the essence of the compositions, while keeping the features of the original songs. In Figure 1 musical talents and training to immediate use. Within months, Komitas radically changed the way music was taught at the seminary, founded an orchestra, and raised the performance level of the Etchmiadzin choir.
In 1910 The composer's contribution to orchestral music, and particularly to the concerto, symphonic, and ballet genres, is immense. "Poem" is the composer's earliest attempt to write music for piano. It was composed in 1926 and was heavily influenced by Armenian folk music. His use of many folk sources, especially of the ashugh (bard) tradition, accounts in part for his rhythmic diversity. Khachaturyan stated that his harmonic language came from "imagining the sounds of folk instruments with their characteristic tuning and resulting range of overtones," which explains his widespread harmonic use of seconds, fourths and fifths. 8
Khachaturyan's music was on of the bridges that most effectively connected European and Eastern traditions during the twentieth century.
CHAPTER V ARNO BABADJANYAN
Armenian folk music has always figured largely in the music of Armenian composers. American-born Alan Hovhannes , Soviet composer Aram Khachaturyan (1903 Khachaturyan ( -1978 , and Arno Babadjanyan (1921 Babadjanyan ( -1983 , to name a few, were all strongly influenced by the tonal aura and folk-like element that define Armenian music.
One of the most illustrious and extraordinary Armenian Soviet-era composers was Arno The first piece from Six Pictures, "Improvisation" is composed in a recitative-like, quasi-improvisatory style featuring isolated fragments of running passages in alternation with more chordal textures. Dissonant sonorities dominate, with D and A functioning less as tonal centers than as pivotal axes. Interval classes 1 and 3 act as leitmotivs throughout
the Six Pictures and are associated with traditional folk songs. The middle presto, toccata-like section is based on building blocks of interval classes 2 and 5.
In Traditional, after four measures of introduction, the opening theme incorporates aspects of twelve-tone organization based on a twelve-tone row with the retrograde order in the left hand. Figure 2 shows the row It is easy to recognize the similarity of the main theme in this piece with that of the Babadjanyan composed Elegy in memory of Khachaturyan, who had been his mentor.
As related by Gohar Harutunyan, the curator of the Khachaturyan Museum in the CHAPTER VI
EDUARD BAGDASARIAN
Eduard Bagdasarian was not a prolific composer, but some of his 24
Preludes for Piano, written in 1961, became popular among pianists and conservatory students. Bagdasarian's Preludes have folk-like melodies; accordingly, they tend to be written in modes or given a modal "flavor," as are the melodies of many Soviet -era composers.
The A2 section is articulated with a change of the pedal point to C, arriving on lowered 24d on C natural. The melody emphasizes the Phrygian 2"d degree.
In the A2 section he alternates harmonically between C major and D#/Ee major.
Measure 34 is significant, because for the first time the composer is using a new key of F maj or. In the opening first 14 measures the melody is based on a pedal point. With modal changes that lead into a minor, the dance-like movement continues with a call and response from both pianos, keeping a steady dance accompaniment. The dynamics and the intensity of the piece grow, as the melody returns in the first piano in double octaves. A few subito piano markings impersonate the movements of Armenian dancers, who frequently raise their arms high, then with a sudden movement bring them down below their waists, while mimicking thoughts with expressive finger movement. The theme in the Andante is a call and response in itself, consisting of twelve measures, with three groups of two plus two measures. When the theme concludes in the first piano, the second piano repeats it in a slightly varied setting.
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The theme is heard a total of four times with a rich chordal and modal setting. The second half of the piece, Allegro, starts off with a dynamic crescendo and rhythmic pattern that literally lasts through the entire piece. The unusual 5/8 meter creates a chasing affect, in which the listener is captured by a web of rhythmic ideas, with single measures of 6/8, thrown in between the exchange of themes in both piano parts.
IA9-.
Th pic ns with a b ati accelerand and drmatic send ith <rt -_ e--" .r effective ascending and descending glissandos in both pianos, reaching lowest and highest octave C's. It is a great finale for any recital.
